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FURTHER EXPANSION OF THE LITURGY

The term liturgical drama also provides a useful means of distin-
guishing the Latin plays of the Church from miracle and mystery plays
in the vernacular. By the end of the thirteenth century, the independent
devclopment of liturgical drama seems o have been completed. 1nn ca-
thedrals and especially in monasteries, performances of Latm plays as ad-
juncts of the liturgy continued well into the sixteenth century and per-
haps even later. After 1300, however, religious plays in the language of
the peopie captured the popular imagination and expericnced the great-
est development. Modern terminology makes a distinction—not ob-
served in the Middle Ages—between miracle plays, which portray the
miracles of the Virgin Mary or the lives and miracles of saints, and mys-
tery plays based on scories from the Bibie. Both kinds are found in Latin
plays of the twelfth and thirteenth centuries, as we have seen, and the
samc cencuries saw the first appearances of both kinds in French. From
the beginning, apparently, vernacular plays were not performed in
church as an addition to the official liturgy, although throughout their
history the great majority continued to betray their ancestry by ending
with the Te Deum. Despite the occasional introduction of other li-
turgical chants, perhaps the chicf distinction—after that of language—
between liturgical and vernacular drama was the latter’s use of spoken
rather than sung dialogue. In large part, presumably, this change oc-
curred because the actors were now laymen, not clerics who were
trained singers, Minstrels often took part in performances both as
singers and instrumentalists, but more and more the miracle and mys-
tery plays became spoken dramas with incidental music.

Freed from the restrictions of the Church, the vernacular plays treated
their Biblical or legendary subject matter with great freedom and alively
sense of humor. Scenes with the devil in hell seem to have been particu-
larly popular. More than miracle plays, mysterics grew in length and
clzboration until, by the fifteenth century, their performances often ex-
cended over several days and covered the entire story of the Bible from
the Creation of Man to the Last Judgment. Music continued to serve as
an ormamental adjunct to these plays, but little that was composcd spe-
cifically for them has survived. The texts that were to be sung were
often in the poetic forms characteristic of secular song from the thir-
teenth to the fifteenth centuries, and we may assuime that their musical
settings were also characteristic of their age. In some cases, indeed, wc
find no more than a direction that some chanson or motet should be
sung. Suggestions for the use of instrumental music are common but
even less specific as to what the musicians played. Because of this charac-
teristic indifference to music on the part of playwrights, or scribes, the
mystery plays must remain more a part of theatrical than of musical his-
tory. And that, after all, is perhaps where they belong. Rather than fore-
shadowing the development of opera, they arc much more the ancestors
of Shakespeare.

CHAPTER VIII

The Rise of Polyphony

Thus far we have been concerned with musical embellishments of the lit-
urgy that retained the general characteristics of plainchant. We must
now consider another musical embellishment, the simultaneous sound-
ing of more than one melody, which we know as polyphony. To call
polyphony an embellishment of the liturgy is merely to state its primary
function during the first centuries of its recorded existence. Beginning
as an elaboration of plainchant, polyphony served almost exclusively asa
means of increasing the splendor and solemnity of church services from
the ninth century until well into the thirteenth. It may be regarded,
then, as a kind of trope in which new music appeared together with the
chant instead of being added to it by monophonic extensions. Signifi-
cantly, polyphony originated and was first cultivated extensively in the
same centuries and in some of the same places that produced the large
repertories of tropes and sequences. Both types of music quite evidently
resulted from the same need to find an outlet for creative activity. Both
fulfilled that need in the most logical way by expanding and enriching
the only large musical repertory then existing.

The invention of polyphony was undoubtedly the most significant
event in the history of Western music. Once the concept had been ac-
cepted, organization of the vertical (harmonic) dimension of music be-
came a major preoccupation of both theorists and composers. That it has
remained a major preoccupation ever since is evident in the common
differentiation of musical styles on the basis of their distinctive methods
of harmonic organization. This would seem to be wholly justified, since
it is precisely the systematic organization of vertical sounds that distin-
guishes Western music from all other musics, whether they be the
products of primitive peoples or of highly sophisticated Oriental cul-
tures. The distance between a work of the late twelfth century and one
of the twentieth may seem immense. But the latter could not have been
written if the development of the former had never taken place. And
both stand in opposition to plainchant in their concern with the combi-
nation of simultaneous musical sounds.

Because the invention of polyphony thus altered the course of musical
evolution in the Western world, the circumstances of that invention
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become a matter of extraordinary historical interest. [n this chapter we
shall trace the development of polyphony from its carliest manifesta-
tions to its first lowering in the twelfth-century repertories of St Mar-
tial and Santiago de Compostela. In the course of so deing, it should
become evident that we are dealing with music of much more than
purcly historical interest. Approached with an open mind and a lively
imagination, the polyphony of the Middle Ages reveals itself as a
worthy counterpart to the great churches and cathedrals i which it was
performed.

THEORETICAL DESCRIPTIONS AND EXAMPLES
OF EARLY POLYPHONY

Polyphony began as an unwritten accompaniment of plamchant. We
must depend on theoretical treatises, thercfore, for knowledge of the
earliest stages of its development. This situation gives risc to a number
of difficulties. The breviry and ambiguity with which medicval authors
described contemperancous practices often make it difficule to recon-
struct those practices after a lapse of many centurics. Even with seem-
ingly explicit musical examples we sometimes find ourselves on shaky
ground. As we shall see, problems of accidentals remain unsolved. The
examples are generally short and are based on a limited number of sim-
ple, often fragmentary chants. They sometimes itlustrate specific proce-
durcs very well, but we cannot be certain chat those procedures would
be applicable throughout 2 complete or more eluborate chant. Indeed,
we canmot know how accurately the theoretical examples reflect the ac-
tual performance practices of the time. The theorists” need to simplify
and systematize must inevitably distort the natural tendency ot per-
formers toward complexity and freedom in improvisation. But theoret-
ical descriptions of early polyphony are all we shall ever have, and we
must learn from them what we cam.

The concept of harmonic consonance was apparently known ro St
Augustine and Bocthius, Both writers—along with others in the carly
Middle Ages—made statements that may refer to something maore than
simple monophonic singing. Not until late in the ninth cenrury, how-
ever, do we find descriprions of part singing that establish s distn-
guishing namce, organum, and provide decipherable musical examples.
Perhaps the greatest value of the carlier writings, however vague and
ambiguous their references to part singing may be, 18 ther confirmation
of the probability that organum as described in the ninth-century docu-
ments was neither a sudden nor even a2 recent innovation. These late
treatises, then, attempt to describe and systematize practices that may
well have been widespread and of long standing. With then we pass

PARALLEL ORGANUM

from the conjectures of prehistory to the written record of polyphonic
development.

Two nearly contemporary authors, Regino of Priim (d. 915) and
Hucbald (c. 840-930), wrote treatises with the same title, De harmonica
institutione (Concerning Harmonic Instruction). Both introduce the
term organum (pl. organa), and both attempt to define consonance and
dissonance. Hucbald in particular makes it elear that organum involves
the simultaneous sounding of different tones:

Consonance is the judicious and harmonious mixture of two tones, which
exists only if two tones, produced from different sources, meet in one joint
sound, as happens when a boy’s voice and a man’s voice sing the same
thing, or in that which they commeonly call Organum.?

More detailed descriptions with musical examples are given in two of
the most important treatises of the period, the Musica enchiriadis (Music
Manual) and the Scholia enchiriadis (Commentary on the Manual). Al-
though these works were formerly attributed to Hucbald, their author-
ship is now in dispute. Dispute has also arisen as to their date of com-
position, which has been variously placed from c. 850 to ¢. 900, There
can be little doubt, however, that they both describe the organum re-
ferred to in the authentic Hucbald treatise as it was practiced in the latter
half of the ninth century.

PARALLEL ORGANUM

According to the Enchiriadis treatises, the different types of organum
they illustrate all derive from the application of one basic principle: the
duplication of 2 preexistent plainchant in parallel motion at the interval
of an octave, a fifth, or a fourth. The plainchant is called the vox prin-
cipalis or principal voice. When it is doubled by one other voice, the vox
organalis {(organal voice), the result is simple organum. Further doubling
of one or both voices at the octave yields composite organum. To these
distinctions, which are made in the treatises themselves, we must add
another that is not named but is implicit in the musical examples. When
parallel motion is rigidly maintained, modern writers generally speak of
strict or parallel organum. When parallel motion is temporarily aban-
doned, usually at the beginning and end of phrases, there is less agree-
ment as to what the resulting kind of organum should be called. Some
writers refer to it as free organum. Others treat it as a subspecies of parallel
organum. The Frchiriadis treatises imply that a proper designation
would be modified parallel organum. To avoid confusion with the free
‘organum of the eleventh century, this designation will be adopted here.
All musical examples in the Scholia enchiviadis use the same psalm-tone

1.  Reese, MMA, p. 253.
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formula, a variant of the tonus peregrinus.? The Scholia begins with
organum at the Octave above and below (Example VIII-1a), which,
“since it is easicr and more open, is called greatest and first.” Next
comes organum at the fifth below (Example VIII-1b). Various octave
doublings convert this two-voice structure into different types of com-
posite organum (Example VII-1c). In the second and third types,
dropping the original organal voice leaves the chanc in the principal
voice as the lowest part.

Example VIIE-1: Parallel Organum at the Octave and Fifth

a. AT THE OCTAVE ABOVE AND BELOW

qui  vi - vi-mus, be - ni - di- ci-mus Do-mi-no,

B . . o e

ex hoc nupc el wus-gque In §ee-cu - lum.
V.P. -
22 w o 5= — o ’E‘—
* : — e ———— —
T Y e 3
S—

I5. AT THE FIFTH BELOW
V.P. - etc,
) —— d TR - m - i - - = .
T e e s —wuiofe cerarro ool
at — _.'——‘_—%*,
VO. Nos gui cic.

¢. THREE TORMS OF COMPOSITE ORGANUM AT THL FIFTH
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We who arc living will bless the Lord from this tunc forth and forever.—
Psalm 113:27 (115:18)

Although they use diffcrent examples, the Enchiriadis treatises agree in
all essentials in describing organum at the octave and fifth. Whenit comes

2. LU, p. 117. Fora translation with complete examples from the Scholia enchiriadis, see
Strunk, SR, pp. 126-38.
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to organum at the fourth, however, their opinions diverge. The Musica
gives an example of strict parallel motion at the fourth below the chant
and says-that the voices sound agreeably together (Example VIII-2a}.
Later, the author says that the fourth is often not suitable for organum
because of the frequent appearance of augmented fourths (tritones}. To
avoid this disagreeable interval, the singer must modify the organal
voice as shown in the oft-quoted setting of Rex caeli (Example VII-2b).
The Scholia takes the position that strict parallel organum at the fourth is
never possible, for the organal voice cannot “agree with the principal
voice so absolutely as is the case with the other consonances.” Unlike
the example of Rex caeli, modified parallel organum in the Scholia begins
on a perfect fourth, but it does reach a unison by contrary motion at the
end of the psalm-tone formula (Example VIII-2c). As in parallel
organum at the fifth, octave doublings then create composite forms of
modified parallel organum. These are particularly interesting because of
the new intervals and intervallic progressions that are introduced, espe-
cially in cases where the lower organal voice is again omitted and the
plainchant becomes the lowest part (Example VIII-2d).

Example VIII-2: Parallel and Modified Parallel Otganum at the Fourth

a. Musica enchiriadis: SIMPLE ORGANUM

V.P. éoeeooné

VO. 7y Pe-tris sem-pi-ter-nus es Fi-1li -us.

b. Musica enchiriadis: MODIFIED PARALLEL ORGANUM

V.P,
jad : |
V.o,

la,Rex cae - li Do-mi-ne ma—ris un -di-so - ni
b, Ti - ta - nis ni - & -di squa=li- di ~que so - I,

Za. Te hu- mi- les fa-mu-Ui mo - du-lis ve-ne-van-do pi - is
b, Se ju-be - as fla-gi-tant v@ - vi~is Ili-be-ra-re ma - s,

c. Scholia enchiriadis: MODIFIED PARALLEL ORGANUM

" Nos qui vi - vi-mus be- ne- di- ci-mus Do-mi-ne,
V.P,
1
vO.

ex hoc nunc et us-que in  sae-cu-lum,
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d. Scholia enchiviadis: COMPOSITE FORMS OF MODIFIED PARALLEL ORGANUM

- - = REF g 0 o0 5o 5 i
a2 &g arw—z;_,_'_m E——
St It e
vO. — ~
V.P V. P,
o ee-Son oy , A“—-“—“—e--‘-’oo(,of
VO, ex hoc etc. ex hoc eto. ex koc etc.

a. Thou art the everlasting Son of the Father.—From the Te Dern

b. King of heaven, Lord of the sounding sca, of the shining Titan sun and
the wretched carch, thy humble servants, worshipig thee with de-
vout song as thou hast bidden, camestly entreat thee to frec them from
their various iils.

¢. We who are fiving will bless the Lord from this time forth and forever-
more.—Psalm 113:27 (115:18)

The supposed need for modification of parallel organum at the fourth
results from the use of a scale peculiar to the Euchiriadis treatises. This
scale consists of the arbitrary and artificial arrangement of disjunct te-
trachords shown in Example VII=3. Containing no diminished fifths,
the scale was obviously designed to accommodate simple organum at
the fifth. It works for nothing clse, howcever, because it produces aug-
mented octaves as well as tritones. The author ignored this problem in
organuin at the octave and in composite forms, and, perhaps through
carelessness, he left tritones in some of his examples (marked * in Ex-
ample VITT-2a and ). In any casc, the artificiality of the scale makes the
explanation of modified parallel organum as an avoidance of tritones
somewhat suspect. It is quite possible that the Enchiriadis treatises con-
fused the picture considerably by attempting to find a common princi-
ple in two distinct practices.

Exampie VII=3: Seale of the Enchiriadis Treatises

o 2

. - — -

a)

Singing in parallel octaves was known to the Greeks, who called it
magadizing, but it is such a natural phenomenon that there 1s no need to
look for Greek influence in the cmergence of organum. As Hucbald's
De hapmonica suggests, men and boys singing together would uncon-
sciously produce strict organum at the octave. Parallel motion at the
fourth or fifth would probably require a more conscious effore, but
cven this procedure scems less strange when we remember that the
most comfortable ranges for bass and tenor veices lie approximately a
fifth apart. Strict organum, whether simple or composite, never needed
to be written down, and for performers the problem of tritones would

PARALLEL ORGANUM

never arise. Once each singer had settled on his starting pitch, he would
merely reproduce the intervals of the original melody, just as he would
join In unison singing at a pitch level most convenient for the group as a
whole. Avoidance of the tritone, then, would concern only the theorist
who was trying to explain and notate the improvised practices of his
time. .

Thus the explanation of modified parallel organum becomes further
suspect, and we must seek its origin elsewhere. The most likely source
that has been suggested is heterophony, a practice also known to the
Greeks and common in both Oriental and primitive music. He-
terophony, meaning “different sounds,” results when two or more per-
sons simultancously perform differing versions of the same melody.
Probably introduced accidentally, the different vertical sounds of he-
terophony must have proved attractive enough to be deliberately cul-
tivated, and heterophonic performance became the basis of ensemble
playing in much Oriental music. Because heterophony often mvolves
partial duplication of the basic melody at intervals other than the unison
or octave (Example VIII-4), the attempt to explain it as a modification of
parallel organum need not surprise us. We may suspect, however, that
the Enchiriadis treatises give oversimplified examples of a procedure
that, in practice, resulted in a more elaborate variation of the original
chant.

Example VIII-4: Heterophony—Modern Chinese®

Whatever the origins of organum may have been and however faith-
fully the Enchiriadis treatises may reflect the practices of their time, it is
with them that the recorded history of Western polyphony begins.
Quite obviously, the strictly parallel duplication of a melody offered
little stimulus for further development. Its chief contribution would
have been to familiarize the ear with the sound of perfect consonances
as harmonic intervals. Modified parallel organum presents a different
picture, for it introduces procedures that constitute the first step in the
direction of true polyphony. Strict parallelism is varied by both oblique
and contrary motion. Equally important is the appearance of intervals
other than perfect consonances: seconds and thirds in simple organum,
sixths and sevenths in composite forms. The concept that a given
melody could be enhanced by being combined with a new and com-
pletely different melody had not yet been grasped. But the technical
means by which that concept could be realized were already at hand in
modified parallel organum.

3. After E. Fischer, SIMG, 12 (1910-11}, p. 192.
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Guido d'Arczzo and Bishop
Theobold with a monechord.
From a twelfth-century manu-
script.

THE MICROLOGUS OF GUIDO D'AREZZO

After the Enchiriadis treatiscs, more than a century clapsed before
organum was again described, in the Micrelogus (Little Discourse) of
Guido d’Arczzo (d. 1050).% Although he acknowledged the conginued
existence of strict parallelism, Guido concerned himself primarily with
modified parallel organum. Inits formation, Guido rejected the fifth and
minor second, thus limiting available intervals other than the unison to
four: the perfect fourth, major and minor thirds, and the major second.
Of these, the fourth occupies the highest rank, the minor third the
lowest. Guido dealt particularly with the occursus, the coming together
on a unison at the end of a phrase. He specified that a third progressing
by contrary motion to a unison must be major, as must also be 2 second
that proceeds to a unison by obligue motion. These concerns probably
reflect the characteristic avoidance of semitone cadences in plainchant,
but they also suggest that musicians were becoming aware of both the
qualities of intervals and the effectiveness of oblique and contrary mo-
tion.

One innovation permitted by Guido was the crossing of the principal
and organal voices (Example VHI-5¢). That he also permitted more than
one note in the principal voice against a single note in the organal voice
is a common statement needing some qualification. Guido’s musical ex-
amples, which are notated in letters, always seem to provide a strictly
note-against-note sctting. The organal voice sometimes reaches its final
note first, however, and then repeats that note {or holds it?) until the

4. Guidenis Aretini, Micrologus, ed. J. Smits van Waesberghe, CSM, 4 (AIM, 1955).

FREE ORGANUM

principal voice arrives at the final unison (see Example VIII-5a, b, and
especially c). '

Example VIII-5: Examples of Organum from the Micrologus of Guido
d'Arezzo :

a.

Sex-ta ho - rase - dit su-pey pu-te -um

o e Ve L=t g o

Ve-ni- te ad - 0 - re-nus.

a. To himself alone.
b & ¢. At the sixth hour, he was seated on the well (see John 4:6). (A tradi-
tional melodic formula and text that identify the sixth mode)
d. Come, let us adore.

From Guido’s description, it would seem that organum had developed
very little in over a century. This impression is contradicted to some ex-
tent by his musical examples. In some, the scarcity of fourths suggests
that the preeminence of that interval may have been less clear-cut than
Guido would have us believe. Even more striking is the tendency to
avoid parallel motion in favor of a sort of drone in the organal voice, a
tendency that reaches its ultimate in Example VIIi-5¢. Taken as a2 whole,
Guido's dlastration allows us to infer a richly varied practice of modified
parallel organum in the first half of the eleventh century.

FREE ORGANUM

During the second half of the century the rate of development acceler-
ated, and by 1100 the restless search for new means of expression that
was to characterize the subsequent history of Western music was in full
swing. The great achievement of the century was the breaking away
from the restrictions of parallel motion that Guido’s Micrologus had al-
ready foreshadowed. The result was a new kind of polyphony that well
deserves its common designation as free organum.
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- obftarice T fon1 meonfonantia-quizerrardo '

R4 mr yiuomode: mdeferpe’ duobufmembnl{
5 fewe fubral teapardum num organalifuex

An cxample of two-part organum from the Musica enchiriadis in the Staatsbib-
liothek, Bamberg (see transcription, Example VIII-2b).

Two treatises that may be dated ¢. 1100 present a clear picture of the
revolutionary developments that had taken place. The first to be consid-
ered, though not nccessarily the earlier of the two, is by John Cotton, or
John of Afflighem. He evidently did not think highly of organum, for
he devoted only one chapter of his De musica to a “brief and succinct’”
account, with a single short example included “for benevolence’s
sake.”’s Bricf as they are, however, John's description and example re-
veal the giant strides that had been taken toward melodic independence
in the added organal voice.

Admitting that organum is practiced in many ways, John declares that
the most easily comprehensible invelves contrary motion berween the
voices. Depending on the range of the chant, moreover, the organal
voice may end its phrases at the octave above or below, as well as at the
unison. John recommends the alternation of these cadences, with pref-
erence being given to the unison, however. Even morc than the concen-
tration on contrary motion, these new cadence possibilities, with the
frecly crossing parts that they imply, open up new resources to the
composer or improviser of organum. Within its briet span, _]oh_n’s cX-
ample not only illustrates these new resources but also provides an
cnlarged vocabulary of available intervals (Example VII-6). The fifth,
excluded by Guido, has been reinstated; seconds and thirds are used as
before; even a seventh has been introduced. Despite all these advances,
the most important aspece of John’s discussion of organum is the clear
indication that an clement of choice has entered into its creation. With
the availability of various alternatives, composition has become a cre-
ative act, and polyphony a new form of musical art.

5. Johannis Affligemensis [Cotton], De Musica cunt tonario, ed. J. Smits van Waes-
berghe, CSM, 1 (AIM, 1950}.

FREE ORGANUM

Example VIII-6: Free Organum as Hlustrated by John Cotton

VP
e
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) Farre

Praise the Lord of heaven.

The element of choice is even more explicit in the second treatise to
be considered, the anonnymous Ad organum faciendumn (How to Construct
Organum).® The newly acquired freedom with regard both to direction
of movement and alternation of consonances permits the construction
of different melodies above the same principal voice. These advances are
self-evident in the musical illustrations within the treatise, two of which
are given in Example VIII-7.7

Example VIII-7: Two Settings of an Alléluia from Ad organum faciendum

-

- = - ®
A« < |
1
Al-le - lu - i
-
A — <
Al-le - Iu - ia

Both the anonymous Ad organum faciendum and the De musica of John
Cotton make staterments that seem to allow the introduction of two or
three notes in the organal voice to one in the principal. This innovation
is not documented in the musical examples, however, and consideration
of its consequences must await its appearance in practical sources of
organum. The first decipherable examples in these sources represent ap-
proximately the same stage of development as the free organum of the
two treatises just discussed, but the departure from a strictly note-
against-note style is not long in coming.

Later descriptions of organum tend to ignore the radical changes of
style that appear in written collections during the twelfth century. In-
stead, the treatises seem to have been designed as handbooks for begin-
ners in improvisation, and they undoubtedly give a most inadequate
picture of an expert improviser’s performance.® They do remind us,

6.  Ad Organum Faciendum & Item de Organo, trans. and ed. Jay A. Huff, MTT, 8.

7. One of the longer pieces preceding the treatise is a setting of the famous Kyrie trope
Cunctipotens genitor (HAM, No. 262).

8. One treatise, Ars organi (Art of organum), is found in a thirteenth-century manu-
script but appears to describe the early style of melismatic organum as practiced by
the School of Notre Dame {see Chapter IX}. This treatise, with extensive commen-
tary, is available only in a German edidon: F. Zaminer, Der Vatikanische Organum-
Traktat, Miinchner Versffentlichungen zur Musikgeschichte, 2 (Tutzing, 1959).
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however, that improvisation did not cease with the advent of composed
organum. Indeed, the tradition of improvised polyphony persisted for
centuries. Occasionally its influence may be seen in written music, but
our meager knowledge of it continues to be derived chiefly from theo-
retical sources. In the Middle Ages, improvisation seems to have re-
mained largely a matter of note-against-note polyphony with a consid-
crable amount of parallel motion, but the extent to which virtuoso
performers may have embellished this simple structure we cannot
know. From now on, it is primarily in the preserved collections of
composed music that we must follow the continuing development of
medieval polyphony.

ORGANUM IN PRACTICAL SOURCES

Because there must always be some doubt as to the accuracy with which
theorists describe contemporary practices, we welcome with relief the
first appearance of organum in manuscripts Intended for practical use.
Despite the frequent inadequacy of the notation, we can now get a much
clearer idea of how organum was performed, and we can follow the
stylistic developments that rapidly outdistanced the oversimplified the-
oretical descriptions. In addition, we can now determine which chants
were commonly sung in polyphony.

THE WINCHESTER TROPERS

The first practical collection of organum is found in the later of two Eng-
lish manuscripts known as the Winchester Tropers. The earlier of the
two (dated c. 980) is already familiar as the source of the oldest version
of the Easter Quem guaeritis play with music. The second Winchester
troper is an eleventh-century revision of the first, but it also contains a
supplement of more than 150 organa, i.e., chants with an added organal
voice. That the organa and the Easter play both appear in collections
devoted primarily to tropes and sequences is a clear indication of the
unity of purpose behind these seemingly disparate forms. The Winches-
ter Tropers also bear witness to the rapidity with which liturgical em-
bellishments, including polyphony, spread throughout western
Europe. It is believed that their contents, rather than being of English
composition, came from the repertory of a French religious center, pos-
sibly in the Loire valley.

That the second Winchester Troper was a revision of the first proba-
bly accounts for the curious placement of the added organal voices in a
scction by themsclves instead of with the chants for which they provide

-Two—part organum from Winchester, early eleventh century. The page on the
left contains the organal voices for the Alleluias with sequentiae on the right (MS$
Bodley 775 Troparium).

a polyphonic embellishment.® Scholars have attempted to reconstruct
some of these pieces, but the notation in neumes without staff lines and
only partially heighted creates far greater difficulties than the physical
separation of the voices. Only the chant melodies appear in later sources
m more precise notation. Reliably accurate transcriptions of the organal
voices remain unattainable. Nevertheless, certain aspects of the musical
style can be determined. It is clear that the basic style of the organa is
note-against-note polyphony. Parallel motion still predominates, but
contrary motion is not confined to cadential passages presumably lead-
ing to a unison. The occasional appearance of contrary motion within
phrases marks a tentative step toward greater melodic independence of
the organal voice. More important than these stylistic characteristics are
the size and nature of the Winchester repertory. About a third of the
collection is devoted to settings of Alleluias, another third to Office
responsorics. The rest of the repertory includes a few Introit tropes,
twelve Kyries and eight Glorias, some of which are troped, seven
Sequences, and nineteen Tracts. The concentration on responsorial and
other melismatic chants is particularly significant, because it fore-
shadows the chicf concern of Parisian composers in the late twelfth and
carly thirteenth centuries.

No large body of organa from the eleventh century which dates after
the Winchester Tropers is known to exist. Scattered examples, from a
single picce to one or two pages, have turned up in some dozen manu-
scripts.'® Even this slim repertory remains in part unknowable because
of imprecise notation. Only a few picces notated in letters and a few

9. Sce Grout, HWM, p. 62, for facsimiles of a roped Kyrie and its organal voice.

10, Listedin L. Spiess, “An Introduction to the Pre-Sr. Martial Practical Sources of Early
Polyphony,” Specuium, 22 (1947), p. 16,
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more with neumes on staff lines give some idea of the state of organum
at the end of the eleventh century. Among the most important of these
pieces is a group of five Alleluias, some of them fragmentary, from a
manuscript at Chartres.1 These Alleluias arc of particular interest be-
cause they are set in the manner that became standard for responsorial
chants in the twelfth century. Organum is used only for the solo sec-
tions of the chants. Choral sections, which are not written out in the
Chartres manuscript, are sung in their original monophonic form.1?
This alternation of polyphony and plainchant in the Chartres Alleluias
marks the establishment of a principle that the Church continued to
apply in various ways for many centurics.

Another significant aspect of the Alleluias from Chartres is their in-
creased use of contrary motion and of intervals that contcmporary
theorists regarded as dissonances. According to the calculations of Dom
Anselm Hughes, a majority of intervals in the five Alleluias are perfect
consonances, but more than a quarter of the total number of intervals are
thirds. Moreover, these thirds appear scveral times in groups of two or
three in parallel motion. Most surprising of all is the presence of 23 sec-
onds, although it should be remembered that Guido d’Arezzo ranked
the major second above the minor third.!* Other surviving examples of
contemporary organum are too few in number to permit us to say that
the Chartres Alleluias are typical of the later elevench century. John Cot-
ton’s brief example contains two thirds, one second, and one seventh in
a total of only ten intervals; but, as we have scen, the examples in Ad
organum faciendurn rely almost exclusively on perfect consonances. Of
the twenty-four intervals in the two settings of an Alleluia melody (Ex-
ample VIII=7), only onc is an impetfect consonance, a minor third. In
comntrast to these more conservative examples, the Alleluias from Char-
tres, and a few other pieces from the decades just before and after 1100,
show that some composers were in advance of some theorists in using
intervals other than perfect consonances.

MELISMATIC ORGANUM OF THE TWELFTH
CENTURY: THE SCHOOL OF ST. MARTIAL AT

LIMOGES

The development of polyphony i the twelfth century takes us back to
Limoges and the region of south-central France that had already been ac-
tive in the creation of tropes and sequences and that will, in the same

11, Transcriptions in NOHM, 2, pp. 282-84. The notation of another set of Alleluias
from Chartres cannot be transcribed. For a facsimile of one of these picces, sce Par-
rish, NMM, PL. XXc.

12. For a complete Alleluia from Chartres with both polypbonic and monophonic sec-
tions, see HAM, No. 26c.

13, Exact figures may be found in NOHM, 2, p. 284,

TWO STYLES OF ST. MARTIAL POLYPHONY

century, see the birth of lyric song in the vernacular (see Chapter XI),
Although the organum of this period is commonly attributed to a
“School of St. Martial” at Limoges, arguments for the existence of such
a school rest primarily on the large collection of manuscripts from the
Abbey of St. Martial now in the Bibliothéque Nationale in Paris. More
;han twenty musical manuscripts attest to the richness of the St. Martial
library, but new evidence supports the contention that only three or
four of the. manuscripts originated at the Abbey. Some collections of
monophonic tropes and sequences came from the Limoges area; others
came frolrn as far away as Narbonne and Toulouse. Three of the four
manuscripts that contain polyphony belonged to the Abbey library, but
we cannot be sure that they are the product of a School of St. Martial.
The fourth collection of polyphony, now in the British Museum, never
f'or-med part of the St. Martial library and appears to come fl’OI;l a re-
ligious center near the eastern end of the Franco-Spanish border. Even
thf: broader designation ““School of Limoges’ would thus seem to be a
misnomer. Limoges may well have been an active center for the com-
position and performance of organum, and to avoid confusion we
should probably continue to speak of St. Martial polyphony. We must
remember, however, that the collections of that polyphony are not the
product of a single monastery. Instead, they represent a tradition of
polyphonic performance throughout southwestern France and the
northern regions of Spain.

The sources of St. Martial polyphony contain some sixty-four dif-
ferent pieces that fall into three main groups. The largest consists of
strophic poems that some of the sources identify as versus. This term is
nearl?f synonymous with conductus, and the two terms are sometimes
ussed m_terchangeably. The versus are Latin sacred songs that functioned
primarily as unofficial additions to the liturgy on important feast days.
Tropes of Benedicamus Domino constitute the next most frequent type of
text in St. M:elrtial polyphony. The third and smallest of the three main
groups consists of sequences. The scarcity of established liturgical
chants in this polyphonic repertory does not necessarily mean that such
chants were always sung in their original monophonic form. Consider-
flble evidence points to a continuing tradition of improvised polyphony
in th‘e. style of free organum. Still operative in the sixteenth century, this
tradition seems to have little to do with the stylistic development of
organum in the twelfth-century repertories of Limoges and Paris.

THE TWO STYLES OF ST. MARTIAL POLYPHQONY

Two contrasting styles of organum are clearly discernible in the poly-
phony of St. Martial. One, traditionaily associated with the School, is
kpown as florid or melismatic organum. The other, “‘a kind of develop’cd
discant,” has only recently been recognized as an important style in St.
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Martial polyphony.t* In melismatic organum, note—against—not.e Wwrit-
ing virtually disappears, and we find instead an organal voice w1.th sev-
eral or many notes against each note of the chant. The two voices are
normally written in score in the manuscripts, but their correct align-
ment is often difficult to determine. ' Indications of relative note values
are totally lacking. Modern transcriptions of this music, thercfore,
present no more than personal interpretations chat can never be regarded
as definitive. There scem to be two possible solutions to the problem of
rhythmic relationships between the two voices. Either the plainchant
may move in cven but extended notes with changing values.for the
note-groups of different lengths in the organal voice, or tha.t voice may
be sung cvenly with the notes of the plainchant coming at irregular in-
tervals. The first solation scems preferable when the chant is syllabic
and the organal voice has relatively short melismas on each syllable. In
the St. Martial repertory, scttings of older tropes and sequences usually
meet both of these conditions. The scquence Laude jocunda (With joyful
praise) provides a characteristic example (sce AMM, N(.). 29).. Hcre, the
syllabic lower voice, moving at an cven pace, maintains 1ts_0r1gmal char-
acter and provides the easiest means of keeping the voices together.
When melismas of the organal voice are greatly extended, however, that
voice must become the controlling factor. Perhaps the most extreme
melismatic extension in the St. Martial repertory occurs in the prayer
Ora pro nobis (Pray for us), the beginning of which 1s give_n in Example
VIII-8. Here, quite obviously, the lower voice must sustain some notes
much longer than others. Less obvious are the exact places wheFe ic
lower voice should move from one note to the next. The transcription
below follows the alignment of the manuscript source as closely as pos-

sible.

Example VIII-8: Ora pro nobis, Beginning®
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14. L. Treitler, “The Polyphony of St. Mardal,” JAMS, 17 (1964), pp. 29-42.
15. Compare the facsimile and transcription of Fidenwit in Apel. NPM, p. 211, and
HAM, No. 27a. See also the facsimile of Jubilemus in Parrish, NMM, PL XXI.

16. DBritish Museum, Add. 36881, fol. 22.

DEVELOPED-DISCANT STYLE

The different rhythmic solutions for Laude jocunda and Ora pro nobis
.seem plausible enough, but decisions are less easy to reach for pieces be-
tween these stylistic extremes. Whichever solution is adopted, it is evi-
dent that the notes of the original chant become more and more drawn
out. As a result of this process, the plainchant, or principal voice, in
melismatic organum came to be called the fenor, from the Latin tenere,
“to hold.” Thus, throughout the Middle Ages the term tenor does not
designate a specific type of male voice but refers to one part, usually the
lowest, of a polyphonic piece. The nature of these tenor parts suggests
that sustained-note style would be a more accurate description of melisma-
tic organum. The added voice is melismatic, certainly; but the tenors, as
both Laude jocunda and Ora pro nobis show, may be entirely syllabic.
Moreover, extended melismas may and often do occur in “developed
discant,” the other characteristic style of St. Martial polyphony.

DEVELOPED-DISCANT STYLE

By the twelfth century, the term discant was being used to distinguish
syllabic text settings in note-against-note polyphony from the sus-
tained-note style of melismatic organum. At the same time, however, a
new development began to enrich this simple discant style by what has
been called neume-against-neume writing. Both voices, that is, nor-
mally have a single note or a neume of several notes for each syllable of
text, but they do not necessarily set the same number of notes against
each other. Thus, in developed-discant style we may find two, three, or
four notes against one, three against two, four against two or three.

Departures from this neumatic setting of the text often occur at the ends
of poetic lines, where the penultimate syllable may receive an extended
melisma. Such passages differ from the melismas of sustained-note
style, in that both voices continue in note-against-note polyphony. The
most logical solution to the rhythmic problems of discant style, again
left unanswered by the original notation, would seem to be an equal
value for each syllable of text and for cach neume in melismatic passages.

This solution has been applied to the Benedicamus trope Omnis curet homo

(Let every man take care) in AMM, No. 30.

The two examples of St. Martial polyphony in AMM require a few
further remarks, both individual and general. Laude jocunda is so short,
and its tenor displays so little variety, that it does not give the impres-
sion of being complete. It consists, in fact, of only the first three sec-
tions of a much longer sequence in honor of Saints Peter and Paul. The
polyphonic version appears in the same form in two of the St. Martial
manuscripts. Only the first half of each double versicle is written be-
neath the musical score. The second half, usually written in a narrow
column, follows immediately after the section to which it belongs.
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Above these added texts, one manuscript gives the original sequence
melody—that is, the tenor of the preceding polyphonic section. In the
other, space was apparently left for the melodies, but only the second
half of the third versicle has the monophonic chant above it. This dispo-
sition in the manuscripts suggests that the polyphonic first half of each
versicle was to be answered by the second half in plamchant. How, or
even whether, the rest of the sequence was to be performed remains un-
known. Quite possibly, the polyphonic version was meant to be a com-
pletc and independent picce. The text docs not proceed far enough to
define its liturgical function and could scrve for any joyful occasion.

The Benedicamus trope Ommnis curet presents a different kind of prob-
lem. Like many such tropes, its textual and musical forms follow the
structural principle of the sequence. In this case, however, neither text
nor music is entirely regular. Each half of the first versicle has a different
melody and thercfore a different polyphonic setting. The second ver-
sicle has not onc, but two repeated scctions to fit the fourfold sub-
division of the text. The third and fourth versicles are normal. This still
leaves unexplained the line “Est verbumn caro factum™ (The word was
made flesh). Because it fits neither the rhythm nor the thyme scheme of
the text as a whole, literary scholars have regarded this line as a refrain to
be repeated after each versicle. The form of Omnis ret would then be
ab R cedd R ee R {f R. This combination of scquence form with a refrain
would not be unique (sce Chapter X1, p. 265), but we should note that
none of the five versions of Omnis curet gives any indication that its sce-
ond scction is to be sung morc than once. Perhaps the attempt to regu-
farize the form is a mistake and we should perform Omnis curet exactly as
it appears in the manuscripts.!?

Turning from formal to harmonic considerations, we find rather re-
markable differences between the sustained-note and discant styles. In
the former, elaboration of the upper voice is achieved by melodic or-
namentation of notes that form consonances with the tenor. The process
of ornamentation naturally introduces numerous dissonances that, in
modern terminology, we would call passing or neighboring tones.
Maore unexpected arc the occasional appearances of appoggiaturas: sec-
onds resolving to unisons, sevenths to octaves, and sixths to fifths.
Becausc such dissonances do not accord with contemporary theory, at-
tempts have been made to minimize their cffect by rhythmic realign-
ment or other cditorial adjustments. This seems neither justifiable nor
17. Ominis curet appears in ali four sources of St. Martial polyphony, twice as plainchant

and three times in two-voice polyphony. Inn one polyphonic and both monephonic
versions, all repeats are written out in full. As in Lawde joamda, the other polyphonic
versions give only the first half of double versicles with a two-veice setting. In the

London manuscript, the second versicle is garbled and incomplete (sce Parrish,
NMM, Pl XXII).

S

VOICE EXCHANGE

necessary. In many cases, the dissonances, including appoggiaturas, are
clearly present, and we must regard them as an essential element of the
style. To that element, indeed, melismatic organum owes much of its
historical importance and its musical charm.

The dissonance treatment characteristic of melismatic organum also
appears occasionally in discant style. On the whole, however, pieces in
this style adhere more closely to procedures outlined by the theorists of
the time. Contrary motion predominates, as do consonant intervals,
including the third. Counterbalancing this harmonic conservatism is an
e.mphasis on melodic integration of the two voices, particularly in me-
hsmas at the ends of poetic lines. To achieve this, composers found
various ways to organize and relate melodic motives in the two voices:
by sequential repetition, by inversion, by imitation, and by other, more
esoteric devices. Because these devices were to remain characteristic of
polyphonic writing for many centuries, their appearance in music of the
twelfth and early thirteenth centuries is of great significance.

VOICE EXCHANGE

Qpe device, rare in the St. Martial repertory, soon became so character—
istic of medieval polyphony that it must be described and illustrated
here. Although frequently referred to by its German name Stimmtausch,
the translation voice exchange seems more suitable for discussions in Eng-
lish. Although voice exchange is not present in Omnis curet, it does
occur in the first section of another Benedicamus trope, Noster cetus. As
we can see in Example VIII-9 below, each voice in measure 2 has the
melodic line that the other had in measure 1. The second measure,
thc_refore, merely repeats the first with the voice parts interchanged.
Voice exchange also occurs on a smaller scale in the cadential melisma of
the same example where two-note cells (x and ¥} are interchanged,
revealing the close relationship between voice exchange and imitation,
Taking x and y as a four-note motive {c), we find that the upper voice
_1rnitates the lower at a distance of one beat (or neume). Voice exchange,
it is clear, is a rather simple process of repetition, in which melodic and
barmonic structures remain unchanged. Only contrasting tone qualities
in the two voices distinguish between repetitions with voice exchange
and those without. Nevertheless, the device was of considerable Impor-
tance. By itself, voice exchange gave composers one means of control-
hpg the symmetry and design of their polyphony. In addition, it pro-
vided a starting point for the development of other, more complex, and
more effective contrapuntal devices.
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Example VIII-9: First Sectionr of Noster cetus

POLYPHONY AT SANTIAGO DE COMPOSTELA

Let our joyful assembly sing together with consonant sound.

HISTORICAL ROLE OF ST. MARTIAL POLYPHONY

The School of St. Martia has traditionaily been regarded as the birth-
place of melismatic organum, which was then taken over and brought to
full flower at the School of Notre Dame in the sccond half of the twelfth
century. This view needs some correction. In the first place, the manu-
script sources do not confirm this chronology. Of the three St. Martial
manuscripts that contain polyphony, the oldest dates from the very
beginning of the twelfth century. The other two belong to the last half
of the century, perhaps even to its last decades. The London manuscript,
which does not come from Limoges but duplicates a number of the St.
Martial pieces, dates from the beginning of the thirteenth century. It is
clear, therefore, that the St. Martial repertory we now possess is repre-
sentative of the entire twelfth century, and much of it must be contem-
porary with works of the Notre Dame School.

From the chronology of the manuscript sources we can also learn
something of the stylistic development that took place in Limoges dur-
ing the course of the twelfth century. The traditional view of St. Martial
polyphony would lead us to expect a continuing development of melis-
matic style. What we find is quite the opposite. Melismatic organum
predominates in the oldest manuscript, but later sources show a grow-
ing preference for the developed-discant style. To account for this shift
of emphasis, we must examine the considerations that governed the
choice of which style to use. Chants in syllabic style, including the
older sequences and Benedicamus tropes, consistently received melis-
matic treatment as organa. If the monophonic chant alternated syllabic
style with melismas, however, the latter were given a note-against-note

or discant setting. Both styles might thus appear in the same piece, as
they do in Viderunt Hemanuel (They have seen Emanuel), a trope of the
Christmas Gradual.1® Such an admixture of styles is perhaps not charac-
teristic of the St. Martial repertory as a whole, and Viderunt Hemanuel
probably represents a transitional stage leading to the later, more consis-
tent application of discant seyle to poetic texts. As rhymed and rhythmic
verse became the dominant form of religious poetry during the twelfth
century, composers evidently felt that the structural regularity of the
texts called for a musical regularity that only discant style could give. In
their different ways, but working together to some extent, poetry and
music developed the technical devices that reflect the spirit of their age,
the spirit that also produced the regularity, symmetry, and balance of
early Gothic cathedrals.

It is, then, the tradition of polyphonic performance for versus, tropes,
and sequences that explains the later emphasis on discant style in St.
Martial polyphony. The same tradition also distinguishes the School of
St. Martial from the School of Notre Dame in Paris. In the latter, com-
posers first concentrated on setting the prose texts of standard liturgical
chants. As a result, they produced greatly expanded forms of melismatic
organum before beginning to explore the possibilities for musical devel-
opment inherent in discant style. By the thirteenth century, polyphonic
composition no longer flourished in Limoges and southern France,
probably for the same reasons that brought the activity of the trouba-
dours to a close (see Chapter XI). The center of musical activity shifted
to Paris, and the School of Notre Dame became the starting point for
the development of new polyphonic forms in the later Middle Ages.

POLYPHONY AT SANTIAGO DE COMPOSTELA

Before we consider the contributions of the Notre Dame School, we
must look at a collection of polyphony from Santiago de Cotmnpostela in
the northwestern Spanish province of Galicia. Because the Cathedral of
Santiago (St. James) sheltered the reputed relics of James the Apostle,
Compostela rivaled Rome and Jerusalem as a place of pilgrimage
throughout the Middle Ages. The Cathedral Library of Santiago still
preserves a Liber Saucti Jacobi (Book of St. James) that has been described
as propaganda to promote the pilgrimage. From the social historian’s
viewpoint, one of the most interesting sections of the manuscript is a
guide for twelfth-century tourists, where we find descriptions of the
main roads to Compostela, of important buildings and shrines to visit
en route, and of the character—good or bad—of people living in the
regions along the way. For us, the Liber Sancti Jacobi is interesting be-

18. HAM, No. 27a.
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Detail from the Portico de la gloria {1166-88) of the Cathedral of Santiago de
Compostela. Two clders are depicted playing the hurdy-gurdy.

causc of its preservation of the complete services, with their music, for
the Vigil and Feast of St. James as they were performed in the middle of
the twelfth century.!® We have already mentioned these services in con-
nection with the creation of new plainchant settings for Offices (sec
Chapter VII). Now we find that the same manuscript provides an im-
portant collection of twelfth-century polyphony.

Because the Liber Sancti Jacobi credits Pope Calixtine II {d. 1124) with
the authorship of the Offices and Masses for the Feast of St. James, the
manuscript is often called the Codex Calixtinus. Just how much Calix-
tine had to do with creating these scrvices remains unknown, but it is
highly unlikely that he compiled all of their texts and composed their
plainchant settings. Perhaps the atteibution is no more than a graccful
compliment to the Pope, who recognized the importance of Con}—
postela by raising it to the rank of an archiepiscopal see in 1120. Addi-
tional items, such as sequences and tropes, versus and conducti, and afl
the polyphonic pieces, are credited to a number of different authors—
mostly bishops—from places as widely separated as jerusalem, Rome,
Paris, and Galicia. Unfortunately, scholars also believe these attributions
are unreliable. It may be significant, neverthcless, that the men whose
names are attached to polyphonic pieces came, almost without excep-
tion, from cities in central and northern France.

19. For modern editions of this manuscript and its music, see the Bibliography.

POLYPHONY AT SANTIAGO DE CCMPOSTELA

The entire repertory of the Codex Calixtinus possesses great histori-
cal as well as musical interest. The monophonic settings of liturgical
items tell us much about the state of plainchant composition in the
twelfth century. Tropes and sequences give a clear picture of the way
the liturgy was expanded and embellished on great Feast Days. The
Mass of the Day, for example, includes elaborate tropes of the Introit
and the Epistle, as well as troped versions of all items of the Ordinary
except the Credo. Processional versus, or conducti, add to our knowl-
edge of the history of that genre. Here, however, our primary concern
is with the polyphony that forms an appendix at the end of the manu-
script. Scholars date the Codex Calixtinus about 1140, but the appendix
may he a somewhat later addition. Nevertheless, its contents clearly rep-
resent the state of polyphonic composition around the middle of the
twelfth century.

The polyphonic repertory of Santiago de Compostela consists of
twenty-one pieces, twenty of which appear in the concluding appendix
of the Codex Calixtinus. The twenty-first piece is 2 monophonic con-
ductus in the main body of the manuscript to which a second voice has
been added. One other monophonic conductus receives the same treat-
ment, but that one also appears in the collection of polyphony. Of the
total of twenty-one pieces, then, two are definitely identified as con-
ducti, and three more may belong to this category, since they consist of
strophic poems that do not seem to have a specific liturgical function.
Benedicamus tropes (four) and untroped settings of Benedicamus melodies
(three) constitute exactly one third of the repertory. In addition there are
two settings of well-known Kyrie tropes.?® More unexpected are poly-
phonic settings of the solo portions of six responsorial chants, including
the Gradual and Alleluia from the Mass of the Day and four of the
twelve Office responsories. To the last of these—the final responsory of
Matins that was also sung at Second Vespers—is appended a “prose”
that adds words and an organal voice to the final melisma of the respond.

The emphasis on responsorial chants in the polyphony of Compostela
establishes a primary distinction between its repertory and that of
St. Martial. Other differences between the two repertories are much
slighter. Again we find the sustained-note and discant styles, now used
with even greater consistency. The poetic texts of conducti and
Beriedicamus tropes are invariably set in discant style. Just as invariably,
settings of untroped Benedicamus melodies and of responsorial chants are
in sustained-note style. In the latter, it is important to note, the two
styles rarely appear together. Even the long melismas of the plainchant
are further extended by being set in sustained-note style. This is less evi-
dent in the Office responsories than in the Gradual and Alleluia of the
Mass, where we find a sustained-note setting of a melisma with no

20. For the setting of Cunctipotens genifoy in sustained-note style, see FIAM, No. 27b.
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fewer than thirty-seven notes. As we shall see, this stylistic consistency
in the setting of responsorial chants distingnishes the repertory of Com-
postela from that of the School of Notre Dame, which we must proba-
bly regard as a later development. For the rest, however, the same prin-
ciples govern the application of polyphony to responsorial chants m
both repertories. We may see these principles at work in Huic Jacobo (To
this James), one of the Office responsories of the Codex Calixtinus
(AMM, No. 31). Of the opening respond, only the short solo intona-
tion receives a polyphonic setting. The choir then sings the remainder in
its original monophonic form. The solo versc again receives a poly-
phonic setting that also serves for the Doxology, and the choir answers
each time with the closing section of the respond. This characteristic al-
ternation of organum and plainchant reveals one of the most fundamen-
tal characteristics of medicval polyphony in general. Rather than being
choral, it is essenttially music for a small ensemble of soloists. From our
greater exposure to music of later times, we normally expect choral per-
formance of polyphony, and we think of solo song as being a single
melody against a harmonic background. We must not forget that the sit-
uation is approximately reversed in the Middle Ages. Throughout the
period, soloists retain almost exclusive rights to the performance of
polyphony, their primary vehicle for the demonstration of improvisa-
tory skill and vocal virtuosity.

The sustained-note style of Huic Jacobo and of the other polyphonic
scttings of responsorial chants in the Codex Calixtinus raises particularly
difficult problems of vertical alignment. Perhaps the only procedure
that we can follow consistently in performing this music is to have the
two voices begin each new syllable together. But this does not help in
places where the tenor has two or more notes for onc sylable, Some-
times the alignment in the manuscript suggests possible solutions, but it
t00 often fails to answer all the questions. What do we do, for example,
in the frequent instances when a two-note ligaturc in the tenor appears
against two or more ligatures in the organal voice??* Some belicve that
the tenor should move to its next note when it can form a consonance
with the other voice. To accomplish this, the tenor notes sometimes
sound with the first, sometimes with the last, and sometimes with a
middle note of a ligature. The inconsistency of this procedure and the
jerky movement of the tenor that is its result make it somewhat less than
satisfactory. The music itself provides considerable cvidence that con-

temporary performers and composers were not afraid of momentary

dissonant clashes. Let us be as bold.

In the transcription of Huic Jacobo, then, the voices are aligned so that
cach tenor note coincides with the first notc of a ligature in the organal
voice, which should probably be performed in relatively even note val-

21. Sce the second measurc of AMM, No. 31.
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An example of two-part organum from the Codex Calixtinus, Santiago
dc? Compostela. Vox nostra resonet, a trope of Bendicamus Domino, is at-
tributed to a Magister Johannes Legalis, c. 1155.

ues. The style must remain free and rhapsodic, however, with no hint
of rhythmic rigidity. For this reason, the transcription does not use
nflodern note values, but the notation in score makes it easier for the
singers (o keep together. Additional help comes from the barlines that
are present in the manuscript. As a rule, these lines mark the beginning
of a word or syllable, but many of them also appear to indicate musical
phrases that, with rare exceptions, begin and end on perfect consonan-
ces. Thus the phrases establish the essential harmonic relationships be-

tween the voices and give shape to a melismatic flow that might other-
wise seem formless and undirected.

DISCANT STYLE IN THE COMPOSTELA
REPERTORY

Discant style in the repertory of Compostela differs scarcely at all from
that .of the School of St. Martial. Indeed, there is one instance of a
musical concordance between the two repertories. 22 The setting of Nos-
ter cetus (Example VIII-9) that appears in three St. Martial sources turns

up at Compostela with a different Benedicamus trope, Ad supemi Regis
decus {In honor of the King on high).23

22, NOHM, 2, pp. 298-99. Discovery of this concordance disposes of Anselm Hughes's

assertion that Ad supemi represents the normal “Spanish™ treatment of consonance
and dissonance as opposed to “Anglo-French.”

23. A complete transcription of Noster cetus is available in J. Marshall, “Hidden Po-
lyphony in a Manuscript from St. Maztial de Limoges,” JAMS, 15 {1962), p- 142.
For Ad superni, sec Treitler, “The Polyphony of St. Martial,” p. 36.
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The discant style of Compostela, then, will not be new, but wc may
illustrate its application to a different type of text, the versus or con-
ductus (AMM, No. 32). Nostra phalans plaudat leta (Let our company
praise joyfully) is the first polyphonic piece in the Codex Calixtinus.?*
The text does not appear to have a specific liturgical function, although
the word “Domino” in the final stanza, with a resulting irregularity in
the rthyme scheme, suggests that the poem could be another trope of
Benedicamus Domino. In any case, the text is clearly related to celebra-
tions at Santiago de Compostela. Each of the poem’s four stanzas con-
sists of four lines plus a one-line refrain which rhymes with the preced-
ing line except in the final stanza. In every other respect, the four stanzas
of Nostra phalans arc identical in structure and are sung to the same
music. This use of strophic form is common but not invariable in sct-
tings of conducti and often makes them musically indistinguishable
from hymns. They resemble hymns too in the varicty of their internal
structure. Nostra phalans, for example, appears at first glance to be a
continuous form with no pattern of phrase repetitions. More careful ex-
amination reveals that the third phrase, after a different beginning on the
first two syllables, continues as a variation of the first. Thus, Nostra
phalans falls into the pattern aba’c D, in which the capital letter indicates
the refrain. We should note, finally, that the piece has no extended and
systematically organized melismas such as are found in other examples
of discant style. In later conducti, the presence or absence of such me-
lismas creates two distinct types of musical settings.

We cannot leave the Codex Calixtinus without brief mention of its
most famous composition, the first example of three-voice polyphony.
Congaudeant Catholici (Let Catholics rejoice together) follows Nostra
phalans on the first page of the polyphonic collection.?® One voice ap-
pears alone on the upper staff, but the lower staff contains two voices,
one written in red, the other in black ink. This difference is not evident
in most photographic reproductions, and when it has been recognized it
has been assumed that one voice was added later. However, the use of
different colored inks to distinguish two voices on the same staff appears
to have been an accepted, if not very common, device for saving space.
There is really no reason to doubt, therefore, that Congaudeant Catholici
was originally created as a three-voice composition. To judge by the
musical style, moreover, one would suspect that the upper vOICe Was
created last. The two lower voices move In note-against-note counter-
poine that might have served to illustrate theoretical descriptions of free
organum. The third voice, more elaborate and Alowing, has from one to
five notes for each syllable of text or each neume of the final melisma in
discant style.

24. Facsimile in Parrish, NMM, Pl. XXIIL.

25. Same Plate (XXIIN) in Parrish, NMM, with various rhythmic interpretations on
pp- 69-71. Numerous transcriptions arc available; sce Reese, MMA, p. 268 and
NOHM, 2, p. 305.

King David, the creator of
psalms, is depicted playing a
three-string vihuela de arco
{(rebec). The Cathedral of
Santiago de Compostela.

Congaudeant Catholici is sometimes called a “pilgrim’s song,” with the
suggestion either stated or implied that it might have been sung on the
way to and from Compostela as well as in the cathedral. For anumber of
reasons we should not take the suggestion too seriously. The complete
text of Congaudeant shows that it is a Benedicamus trope cast in strophic
form with a refrain. Each of its seven stanzas, all sung to the same music,
consists of two lines plus the words ““die ista” (this day). This simplicity
of form is perhaps the only element of the song that would make it suit-
able for untutored singers. It is unlikely, however, that they would per-
form three-voice polyphony in an age when even two-voice settings of
secular or “popular” songs were unknown. They could have sung the
tenor alone, of course, if it ever existed as an independent setting of the
text. We cannot know whether returning pilgrims hummed or sang
melodies they had heard in Compostela, but there is no evidence that
any of the pieces in the Codex Calixtinus originated as pilgrim songs or
were intended for performance by the general populace. Indeed,
Congaudeant Catholici calls for rejoicing by Catholics and citizens of
heaven, but directs the clergy to devote itself to beautiful songs and
chants this day.26 It is to the Codex Calixtinus that we owe our knowli-

edge- of the songs and chants the clergy sang on the Feast of St. James at
Santiago de Compostela.

26, T[‘the”second stanza’ reads: “Clerus puleris carminibus / studeat atque cantibus / die
ista.
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The origin of the Compostela repertory remains unknown, but it is
probably wrong to regard it as music by Spanish composers. A remark
on the page before the collection of polyphonic pieces (fol. 184v) states
that the manuscript was written in a number of different places, but
principally at the great Benedictine Abbey of Cluny. The other places
listed correspond with the names and titles of the authors to whom the
musical itemns are attributed. Although these attributions are thought to
be apocryphal, they suggest that the musical repertory was not the
unified product of composers working together in Compostela or any
other single locality. Supporting evidence for this view comes from the
presence of the one item from St. Martial and the settings of respon-
sorial chants, a class of polyphony that is notably absent from the St.
Martial repertory. There might even be some significance in the attribu-
tion of Congaudeant Catholici to a Magister Albertus of Paris, the city
that was soon to take the lead in the further development of polyphony.
The Codex Calixtinus as a whole appears to be of French origin, and the
musical notation is of the type found in contemporary plainchant manu-
scripts from the region of central France. Perhaps the Benedictines of
Cluny, who greatly influenced the religious establishments of northern
Spain in the twelfth century, did prepare the Codex Calixtinus for the
Cathedral of Santiago and did assemble the collection of polyphony
from a variety of sources. That collection, at any rate, must preserve
much more than an isolated and purely local tradition of polyphonic
performance. Instead, the Codex Calixtinus provides us with a priceless
record of the gencral state of religious music, both polyphonic and
monophonic, about the middle of the twelfth century.

CHAPTER IX

The School of Notre Dame, I: Organum

During the twelfth century, northern France, with Paris as its natural
center, gradually assumed the cultural and intellectual leadership of
western Europe. Many factors contributed to this development, but
amortg the most important were the growth and prosperity of the cities,
the increasing power and prestige of the French kings, and the expan-
sion of the cathedral schools that led to the formation of the University
of Paris in the carly years of the thirteenth century. The economic re-
covery of Europe in the eleventh century brought with it a great in-
crease in population and provided a new basis for the organization of so-
ciety. Hitherto rural and feudal, that society became increasingly urban
and commercial. The renewed vigor of the cities and the wealth of their
middle-class citizens, the bourgeoisie, made possible the architectural
monuments of the twelfth and thirteenth centuries that are still the glory
of Europe. The same factors, in combination with the increased popula-
tion, swelled attendance at the schools and universities, whose intellec-
tual achievements were perhaps even more important than cathedrals in
determining the course of Western civilization. By the end of the
twelfth century, the schools at Bologna and Paris had won the renown
that was to make them the ““mother universities of Europe.” Bologna
emphasized the study of jurisprudence, while Paris concentrated on the-
ology and the liberal arts. It is no surprise, therefore, to find that the au-
thors of many thirteenth-century musical treatises were associated with
the University of Paris. The medieval habit of preserving anonymity in
musical sources keeps us from knowing whether the Parisian theorists
were also composers. Paris so dominated the field of polyphonic com-
position, however, that a tendency exists to regard as “peripheral” all
music of the late twelfth and thirteenth centuries that originated else-
where in Europe. Yet peripheral styles and conservative practices in
both the improvisation and composition of organum probably give a
mmore accurate picture of the general state of contemporary polyphony.
Paris and the School of Notre Dame stood far out in front in the devel-
opment of new musical forms and styles, and—as is often the case with
avant-garde composers—their music opened up new paths for succeed-



